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要旨
本稿を通じて私が提示しているのは、 F ・スコット・フィッツジェラルドの小説作品、 とりわけ 『グレ トー・
ギャツビー』 を同時代の視覚文化というコンテクストにおいて読み直すことである。 アメリカのモダニズム
文学において、 多くの作家たちは、 同時代の視覚文化の発展と緊密に関係しながら、 自らの文学者と
してのオーサーシップを確立しようとつとめたが、 その典型がフィッツジェラルドという作家であった。 ただ
し、 注意しなければならないのは、 そのような作家たちにとって、 急速に発展をみせる視覚文化は必ず
しも手放しで歓迎されるものではなかったことである。 他の多くの作家同様、 フィッツジェラルドは芸術に
おける真実性や純粋性を 「男性的」 なものとみなす一方で、 大衆化された視覚芸術を 「女性的」 と
みなす傾向があった。 そのように、 過度にジェンダー化された文化という舞台において、 フィッツジェラル
ドは自らの文学的オーサ シーップを確立しようと模索したのだが、 彼の場合、 それは視覚文化的要素を
小説作品の核心的主題に巧みに連結させることによってなされたと考えられるのだ。 そこで、 本稿にお
いては、 彼が同時代に発展した写真や映画といった視覚文化のユニ クーな特質を小説言語のなかで浮
き彫りにすることによって、 『グレ トー・ギャツビー』 というモダニズム文学の傑作を生み出したことを明らか
にする。
Abstract
The aim of this article is to provide a way of reading F. Scott Fitzgerald’s novels, particularly 
The Great Gatsby, in light of the contemporary visual culture. In the age of American literary 
modernism, many writers tried in their own ways to establish their literary authorship in close 
relation to contemporary visual culture, and F. Scott Fitzgerald should be one of the most typical 
of them. What should be underlined, however, is the fact that these writers had to confront the 
rapidly developing visual culture with mixed feelings. As with many writers of his age, Fitzgerald 
habitually conceived artistic virtue and purity as “masculine,” while associated popularized ver-
sions of visual art with something “feminine.” Within such highly gendered cultural background, 
Fitzgerald sought to establish his literary authorship by way of skillfully incorporating elements 
of visual culture into the core themes of his literary works. Therefore, I will demonstrate how 
Fitzgerald created a modernist novel called The Great Gatsby by bringing to the forefront the 
unique aspects of contemporary photography and cinema, within his art of novel.
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 1. Authorship in the age of modernism
In her book titled The Age of the American Novel: The Film Aesthetic of Fiction Between the 
Two Wars, Claude-Edmonde Magny observes that the “extreme modernity” of the American novel 
cannot be separated from the “transposition of cinematic methods to literature” as well as from 
“the cinema’s profound modifi cation of [people’s] collective sensibility, a modifi cation that [had] 
taken place without [their] even being aware of it” [Magny 1972: 38-39]. Surely the cinematic art 
should be regarded as the representative of various forms of visual culture prevalent in the years 
of Fitzgerald’s literary career. On the other hand, there are other important visual media such as 
photography and pictorial art, and the process of their developments can be regarded as comple-
mentary, each having infl uences over the others. It is quite natural that many modernist writers 
in that period willingly, or in some cases compulsively, tried to establish their literary methods 
in close relation to contemporary visual culture, and Fitzgerald should be one of the most typical 
of them. One critic goes so far as to declare that “[a]lthough other American writers had brief 
associations with the movies, no other author of his time was as enraptured with the medium as 
Fitzgerald” [Prigozy 2004: 129].
What should be underlined, however, is the fact that these writers had to confront the 
rapidly developing visual culture with mixed feelings. As Ruth Prigozy comments, “Fitzgerald’s 
lifelong connection with movies was shifting and frequently ambivalent” [Prigozy 2004: 130]. 
This ambivalence can be attributed to the writers’ susceptibility to their own fi gures as artists 
and the potential threats that the visual art may have on them. In a word, the visual culture had 
both alluring appeals and haunting threats to literary artists in the age of modernism. While they 
could acknowledge the unprecedented possibilities of visual art which are quite different from lit-
erature, they were continuously haunted by its overpowering effects on the audience. One typical 
example of such anxieties can be found in a passage of Fitzgerald’s essay, The Crack-Up:
As long past as 1930, I had a hunch that the talkies would make even the best selling novel-
ist as archaic as silent pictures. People still read . . . but there was a rankling indignity, that to 
me had become almost an obsession, in seeing the power of the written word subordinated 
to another power, a more glittering, a grosser power . . . . [Fitzgerald 1993: 78]
His deep concern over such “a more glittering, a grosser power” dates back to the 1920s. In his 
letter to the advertising manager, Fitzgerald expresses his complaint about the low price of The 
Great Gatsby, and he says that the manager has “the wrong psychology about prices (and about 
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what class constitute the bookbuying public now that the lowbrows go to the movies)” [Fitzgerald 
1994: 84]. Fitzgerald was highly conscious of the transformation of reading public well catego-
rized into “highbrow” and “lowbrow,” believing that the readership of The Great Gatsby should be 
totally different from the “lowbrow” audience of the movies.1)
Equally important with his susceptibility to the class constitution of reading public is the 
gender distinction between the two extremes of art. Michael Nowlin points out that Fitzgerald 
habitually made “a connection between artistic virtue/purity and masculinity, on the one hand, 
and femininity and popularity, on the other, which was evident in his earliest stories and would 
emerge again as a dominant motif of Tender Is the Night” [Nowlin 2007: 62-63]. It is well known 
that Fitzgerald commented about The Great Gatsby that “it may hurt the book’s popularity that it 
is a man’s book” [Fitzgerald 1994: 92].
Of course, Fitzgerald’s sense of true authorship was nurtured not only by the emerging 
visual culture but also by the literary achievements of contemporary modernists. James Joyce’s 
groundbreaking novel Ulysses was published in 1922, and it had a tremendous impact on Fitzger-
ald. His fi rst contact with this work was promoted by his literary friend Edmund Wilson. After 
reading through the novel, Fitzgerald became much more conscious of the rapidly emerging 
presence of “the cultural world” which was defi ned by such truly artistic novelists as Sherwood 
Anderson and James Joyce. In a book review written in 1923, Fitzgerald commented on this 
literary phenomenon, saying, “[t]he cultural world is closer knit now. In the last fi ve years we 
have seen solidify the reputations of two fi rst class men — James Joyce and Sherwood Anderson” 
[Bruccoli and Baughman 1996: 83]. Together with T. S. Eliot, whose landmark poem The Waste 
Land Fitzgerald read in 1922, these literary figures made Fitzgerald become more and more 
conscious about the “greatness” of “highbrow” art and the “greatness” of true artists. This 
self-awareness is not so much unique as typical of those who attempted to establish themselves as 
artists in Fitzgerald’s time in 1920s and 1930s. Behind it is the sociocultural background of what 
Pierre Bourdieu described as “the site of the antagonistic coexistence of two modes of production 
and circulation obeying inverse logics” [Bourdieu 1996: 142]:
At one pole, there is the anti-“economic” economy of pure art. Founded on the obligatory 
recognition of the values of disinterestedness and on the denegation of the “economy” (of 
the “commercial”) and of “economic” profi t (in the short term), it privileges production and 
its specifi c necessities, the outcome of an autonomous history . . . . At the other pole, there 
is the “economic” logic of the literary and artistic industries which, since they make the 
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trade in cultural goods just another trade, confer priority on distribution, on immediate and 
temporary success, measured for example by the print run, and which are content to adjust 
themselves to the pre-existing demand of a clientèle. [Bourdieu 1996: 142]
Fitzgerald’s third novel The Great Gatsby was intended as his sincere attempts at achieving 
his own position in “the cultural world.” In a letter written in 1924, he describes his coming novel 
with a keen awareness of highbrow artist: “So in my new novel I’m thrown directly on purely cre-
ative work — not trashy imaginings as in my stories but the sustained imagination of a sincere and 
yet radiant world . . . . This book will be a consciously artistic achievement” [Fitzgerald 1994: 67].
Having these contexts in mind, in the following sections I will examine The Great Gatsby and 
some of his other novels and short stories, and discuss these texts in the context of contemporary 
visual culture. Namely, I will demonstrate how Fitzgerald incorporates in his fi ction the peculiar 
visual experiences enabled by such media as photography and cinema.
 2. Photography and the gender trouble of modernists
Of all the variety of visual arts, photography can be said as the most signifi cant in relation to 
The Great Gatsby. Some critics have shed light on the important aesthetic function of photography 
in the novel, particularly its analogical relation to Nick Carraway’s ambiguous narrative voice. 
Lawrence Jay Dessner says that “The Great Gatsby repeatedly investigates how photography 
expresses and affects the ways its characters think. Fitzgerald’s novel surveys and evaluates 
many uses of photography and borrows cinematic techniques for Nick Carraway’s narration” 
[Dessner 1979: 79]. Dessner then argues that in The Great Gatsby the art of photography plays a 
role as “a way people who are not self-conscious philosophers reinforce their assumptions about 
the nature of reality and time” [Dessner 1979: 79]. In a similar vein, Laura Barrett also discusses 
the importance of photography in the novel. She especially fi nds an intriguing parallel between 
the contemporary photographic methods and Nick Carraway’s narrative characteristics. Barrett 
points out that “Nick is torn between two types of vision and expression: straightforward report-
ing of a specifi c moment and space versus a romanticized account of a universal, timeless image” 
[Barrett 1998: 546]. This narrative ambiguity curiously resembles what some photographers 
pursued in the late 19th and early 20th centuries. Those photographers, known as “pictorialists,” 
tried at new photographic expressions in order to react “against positivism and realism by 
deliberately blurring or otherwise manipulating the photograph” [Barrett 1998: 543]. As Barrett 
summarizes, “pictorialists claimed that the instrument served an aesthetic, subjective function by 
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refl ecting a mental and emotional point of view” [Barrett 1998: 543]. Unlike more conservative 
photographers who regarded the media as “a mechanistic, objective means of recording a reality 
perceivable by the senses” [Barrett 1998: 543], those pictorialists, such as Peter Henry Emerson 
and Alvin Langdon Coburn, strived to establish what they called the “Artistic Photography.” 
Barrett then offers an interesting suggestion that Nick Carraway’s narrative partly internalizes 
this new photographic style. She pays attention to Nick’s self-conscious commentary on the visual 
perception. For example, at one point of the novel, Nick says, “. . . and now I was looking at [West 
Egg] again, through Daisy’s eyes. It is invariably saddening to look through new eyes at things 
upon which you have expended your own powers of adjustments” [Fitzgerald 2004: 104]. And 
elsewhere Nick regards the East as “distorted beyond [his] eyes’ power of correction” [Fitzgerald 
2004: 176]. These phrases such as “power of adjustments” and “power of correction” clearly show 
Nick’s tendency toward “altering the external world” within the framework of his subjective point 
of view, rather than depicting it in a realistic and objective way. Consequently, as Barrett argues, 
“Nick’s vision turns inward, like the lens of a pictorialist photographer, for whom the objective 
always serves the subjective” [Barrett 1998: 545].
However, it seems not as simple as Barrett argues. The likeness of Nick’s gaze to that of a 
pictorialist photographer cannot be the result of his self-conscious efforts to incorporate or sim-
ulate in his narrative the representative technique of photography. What should be noted is that 
in Nick’s narrative the objective does not always serve the subjective. While it is true that Nick’s 
narrative voice resonates with the contemporary photography to a certain extent, the narrative 
of The Great Gatsby simultaneously keeps a distance from this visual media. Ron Neuhaus points 
out that, while the narrative of Nick Carraway pretends to maintain its self-claimed status of a 
first-person narrator who is also one of the characters in the story, it diverts from the limited 
narrative standpoint and approaches the omniscience of a third-person narrator [Neuhaus 1986: 
45]. According to Neuhaus, such a “failure” of Nick’s fi rst-person narrative can be attributed to 
Fitzgerald’s “affl icting ambivalence” in his anachronistic attempt at establishing “a highly roman-
ticized (not merely romantic) fi gure” in the age of modernism [Neuhaus 1986: 54-55]. Building 
on Neuhaus’s observation, I want to insist that Nick’s tendency to vacillate between objective and 
subjective narrative points of view can be found in the narrator’s ambivalence toward “artistic” 
photography, and this ambivalence takes the form of “queer” representations of a photographic 
artist and Nick’s subtle relation to him.
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Specifi cally, we should pay attention to the character named Chester McKee, who appears 
in Chapter 2 and never returns for the rest of the novel. As Dessner cautions us, “McKee is so 
fatuous, Nick’s shocked response to him so comic, that we may fail to notice how tenuous is his 
relationship to the novel’s tightly structured plot” [Dessner 1979: 83]. Indeed, it should be noted 
that this minor character is the one with whom Nick Carraway has the most ambiguous relation-
ship in the story. Toward the end of Chapter 2, Nick offers only fragmentary, blurred descriptions 
about his personal meeting with McKee:
     . . . I was standing beside his bed and he was sitting up between the sheets, clad in his 
underwear, with a great portfolio in his hands.
     “Beauty and the Beast . . . Loneliness . . . Old Grocery Horse . . . Brook’n Bridge . . . .”
     Then I was lying half asleep in the cold lower level of the Pennsylvania Station, staring 
at the morning Tribune, and waiting for the four o’clock train. [Fitzgerald 2004: 38]
Some critics have read this peculiar passage in the context of covert queer sexuality of Nick as 
well as Fitzgerald. What I want to emphasize here is that the implied queerness of the character’ 
sexual orientation is juxtaposed to the ambivalent appreciation of McKee’s artistic side. As I have 
already suggested, Fitzgerald had a tendency to recognize the artistic purity within the frame-
work of gender hierarchy. He frequently attempted to preserve his own notion of true artistry 
in association with masculinity. Consequently, he habitually referred to the popularized and 
commercialized version of visual art as something that belongs to the realm of femininity. In his 
fourth novel Tender Is the Night, the protagonist Dick Diver succinctly comments, “The pictures 
make a fi ne career for a woman — but my God, they can’t photograph me. I’m an old scientist all 
wrapped up in his private life” [Fitzgerald 2003: 70]. Therefore, it should be understood as quite 
typical that Fitzgerald characterizes McKee as “a pale, feminine man” [Fitzgerald 2004: 30].
What is actually happening here is the queer mixture of masculinized high art with the femi-
nized photography. The list of his photographic works, especially the one titled “Loneliness,” aptly 
indicates that McKee’s artworks share the common aesthetic impulse with what is called picto-
rialists. Dessner points out that “[b]oth the titles of McKee’s photographs and their extremely 
soft focus are reminiscent of much of the aesthetic photography of the 1920’s” [Dessner 1979: 
84]. McKee is one of those frustrated artists which appear recurrently throughout Fitzgerald’s 
stories. He introduces himself to Nick saying that he is in the “artistic game,” and he tells Tom 
Buchanan that he has done “some nice things out on Long Island,” and expresses his desire to 
“get the entry” in order to “do more work on Long Island” [Fitzgerald 2004: 30-31]. At the same 
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time, the mocking tone of Tom’s recognition of McKee’s career as a photographic artist suggests 
that McKee will not succeed in establishing himself as an artist in a time when pictorialism was 
gradually being made old-fashioned as the new trend of Straight Photography began to take place 
as the dominant mode of artistic photography. In pictorialism, which fl ourished from the late 19th 
century to the early 20th century, photographic images aspired to achieve some sort of resem-
blance to impressionistic painting. As painters refrained from employing clear lines and realistic 
representation of objects, pictorialist photographers liked to blur the images by using soft focus, 
making their photographs not so much a “straight” representation of the world as a highly sub-
jective impression perceived within the limited cognitive framework of the artist’s consciousness. 
On the other hand, artists in Straight Photography sought to achieve an integrity of photography, 
and stopped likening it to painting. These artists, including Alfred Stieglitz as a pioneering fi gure 
of the trend, turned their eyes to what is distinctive of photographic images, with its peculiar 
function of materializing the image, thus seeking to establish a new way of representing the 
world in visual form. Considering the changing trends of photographic art, I would argue that the 
reason of McKee’s failure to enter the celebrated, “masculine” world of high modernist art could 
be ascribed to his nostalgic attachment to the pictorialist aesthetics of using photography as a 
window to the inner self of the artist. McKee’s art, which aspires to shed light on the “Loneliness” 
in the modern age, is destined to lose out, in the modernized era when Gatsby’s romantic attempt 
at recapturing the past inevitably leads to a tragic end.
In that sense, McKee can be regarded as Gatsby’s double. The Great Gatsby evinces the 
ambivalent appreciation of photographic art in the form of Chester McKee and his queer relation 
to Nick Carraway, who aptly attaches to McKee’s portfolio the adjective “great” just in the same 
way as he does to Jay Gatsby’s personality.2) As if synchronizing with McKee’s pictorialist mode 
of blurred and ambiguous perception, Nick’s language shows a sudden moment of fragmentation 
at the closing part of Chapter 2, deviating from the linear narrative that is mostly dominant in the 
chapter. Although Nick does not overtly express his appreciation of McKee’s art, his narrative 
seems to tacitly testifi es to the fact that Nick also shares McKee’s loneliness.
 3. Cinema and the modernist reconfi guraƟ on of Ɵ me
Quite as important to the aesthetics of The Great Gatsby is the cinematic analogies found 
in the structure of the novel. Although the novel has been sometimes discussed in the context 
of cinematic techniques that seem to have either direct or indirect infl uences over the literary 
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narrative, their arguments have been so far restricted only to the suggestive implications about 
such connections between two modes of art. This is partly because the scarcity of examples in 
the text in which the cinematic provides a unique effect in a conspicuous manner. Indeed, the 
novel touches on the movies in various occasions: “a moving-picture magazine” [Fitzgerald 2004: 
27] that Myrtle buys on the way to her apartment on 158th Street, the names of the guests at 
Gatsby’s party who controls “Films Par Excellence” [Fitzgerald 2004: 62] and “connected with the 
movies in one way or another” [Fitzgerald 2004: 62], and “a hitherto ghostly celebrity of the mov-
ies” [Fitzgerald 2004: 105] who kisses a moving-picture director in a curiously slow-motion way 
[Fitzgerald 2004: 106-07]. All these instances, however, seem not to go beyond the mere cultural 
references contributing to the novel’s background, without offering any signifi cant factors related 
to the theme of the novel (perhaps with the exception of the last one, in which the narrative 
seems to imitate the cinematic manipulation of time in the slow-motion mode).
One exceptional example which shows an effective use of cinematic metaphor is Nick Car-
raway’s description of subjective time: “And so with the sunshine and the great bursts of leaves 
growing on the trees, just as things grow in fast movies, I had that familiar conviction that life was 
beginning over again with the summer” [Fitzgerald 2004: 4]. The description is reminiscent of the 
similar comparison between the movies and subjective time in Tender Is the Night.
For him [Dick] time stood still and then every few years accelerated in a rush, like the 
quick re-wind of a fi lm, but for Nicole the years slipped away by clock and calendar and 
birthday, with the added poignance of her perishable beauty. [Fitzgerald 2003: 180]
The possibility of controlling time is expressed both by Dick Diver and Jay Gatsby. In particular, 
Gatsby passionately claims to Nick the repeatability of the past [Fitzgerald 2004: 110]. If cinema 
has any appeal to Fitzgerald, it should be ascribed to its possibilities of transforming the concept 
of time. Introducing Malcolm Cowley’s comments that “Fitzgerald’s work reads as though it was 
written in a room full of clocks and calendars,” Matthew J. Bruccoli succinctly declares that “Time 
is a concern in all of Fitzgerald’s best writing” [Bruccoli 2002: 220 italics original]. Gatsby seems 
to show the author’s keen sensitivity to the reconfi guration of the concept of time, brought about 
by the emergence of cinema and its representational manipulation of linear time into something 
fl exible and controllable.
Fitzgerald’s attitude toward time should be further examined in his other novels surround-
ing The Great Gatsby. Alan Trachtenberg argues that the text of Tender Is the Night has the pecu-
liar structure that encourages readers to manipulate fragmented time to reconstruct the story. 
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He says: “Tender is the Night consists of many ‘nows’ — presents which imply a past. The reader 
modulates from one to another, experiencing each emotion as an event, and constructing a mem-
ory of each separate ‘now’ in developing relations with the others” [Trachtenberg 1968: 132]. It 
can be said that the implied reader of Tender is expected to read the novel by using the cinematic 
imagination. Put another way, it implies that the whole structure of the novel is conceived by the 
author as a text which evokes and simulates some cinematic experience. Although Dick “wants to 
occupy time entirely” [Trachtenberg 1968: 139] and possesses “a frame of mind which interprets 
time as a usable substance, a commodity like money” [Trachtenberg 1968: 139], he ultimately 
comes to realize the impossibility of such dominance over time. He comes to recognize the 
essential ungovernability of “nows.” So he helplessly “stayed in the big room a long time listening 
to the buzz of the electric clock, listening to time” [Fitzgerald 2003: 171]. Of course, the ultimate 
defeat of Dick over the unmanageability of time resonates with the failure of Gatsby’s romantic 
attempt at repeating the past.3)
Such a notion of time conceived as fragmented pieces appears also in Fitzgerald’s novels 
before Gatsby. In This Side of Paradise, Monsignor Darcy depicts Amory Blaine’s life through the 
metaphor of pre-cinematic device: “But you [Amory] are starting the spluttering magic-lantern 
show of life with much the same array of slides as I had” [Fitzgerald 2003: 149]. Each of their lives 
is recognized as separated pieces of “slides” used in “the spluttering magic-lantern show,” and the 
imagined magic-lantern is characterized by its repeatability, with Amory being expected to repeat 
what Monsignor Darcy has performed. Possibly Fitzgerald’s use of “magic-lantern” metaphor has 
its root in a text of his modernist pioneer T. S. Eliot, who employed this metaphor in his poem “The 
Love Song of J. Alfred Prufrock”: “It is impossible to say just what I mean! / But as if a magic lan-
tern threw the nerves in patterns on a screen” [Eliot 1969: 16]. The pre-cinematic metaphor must 
imply two principal functions of this emerging visual device: The function of turning the invisible 
into the visible, and the function of assimilating fragments into a whole. Just as Eliot’s magic-lan-
tern shows the otherwise invisible patterns of “the nerves,” so does Fitzgerald’s magic-lantern 
turn the invisible idea of “life” into a “show.” And while Eliot assembles plural “patterns” on “a 
screen,” Fitzgerald exhibits his recognition of the cinematic function of creating a totality out of 
fragments when his narrator says: “the isolated pictures began slowly to form a cinema reel of the 
day before” [Fitzgerald 2003: 188].
It should be reminded that the character of Jay Gatsby is constructed just as if it were a 
product of cinematic projection. At the outset of the novel, Nick observes, “If personality is an 
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unbroken series of successful gestures, then there was something gorgeous about him” [Fitzger-
ald 2004: 2]. Joss Lutz Marsh cites this passage and fi nds the cinematic imagination working in 
it: “Film itself, a medium predicated upon the illusion of continuity, is such an ‘unbroken series’ 
of images” [Marsh 1992: 6]. Marsh further insists that the fi gure of Gatsby is partly based on the 
real silent-fi lm actor Rudolph Valentino, to whom the text makes references here and there [Marsh 
1992: 6-7]. With his peculiar performativity, Gatsby presents himself as a fi gure on a fi lm screen, 
and Nick stands as a spectator of Gatsby’s performance.
Marsh’s association between Gatsby and Valentino is quite suggestive, in that it directs our 
attention to the unique role of “face” in cinematic representation. In a famous essay, Roland Bar-
thes writes about the power of cinematic “face” represented by Greta Garbo as well as Valentino, 
both of whom belong to “that moment in cinema when capturing the human face still plunged 
audiences into the deepest ecstasy” [Barthes 1993: 56]. Citing this passage, Marsh says that 
“such a face suggests also one kind of model for the Gatsby whose features register emotion with 
‘fantastic’ precision” [Marsh 1992: 6]. This observation seems to hold true when we look at the 
following passage describing Gatsby’s characteristic “face”:
It was one of those rare smiles with a quality of eternal reassurance in it, that you may come 
across four or fi ve times in life. It faced — or seemed to face — the whole external world 
for an instant, and then concentrated on you with an irresistible prejudice in your favor. 
[Fitzgerald 2004: 48 italic original]
Here Gatsby’s smile shared almost the same quality with Valentino’s or Garbo’s faces on a screen. 
The repeated verb of “face” indicates the powerful presence of facial existence that is brought to 
the forefront in the eyes of the audience of cinema. Just like any cinematic experience, the face 
appeals to the audience with the face-to-face intimacy.
Obviously, Fitzgerald is the author who had a keen sensitivity to the signifi cance of cinemat-
ically represented “face.” In This Side of Paradise, Amory witnesses Monsignor Darcy’s ghost: 
“Amory felt a sudden surge of joy and then like a face in a motion picture the aura over the bed 
faded out” [Fitzgerald 2003: 229]. Moreover, Fitzgerald tactfully uses the cinematic “face” in a 
short story “Jacob’s Ladder,” written about two years after The Great Gatsby.
Jacob frowned and looked around quickly; he had found a pretty face and lost it again. 
The face had edged sideways into his consciousness when he was absorbed in a mental 
picture of Mrs. Choynski in action; now it was faded back into the anonymity of the crowd. 
[Fitzgerald 1989: 350]
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As it turns out, the lost face is Miss Delehanty’s, and Jacob is fascinated by her almost divine 
face even after meeting her in person: “She looked at him gravely, inviting him to wonder. Her 
face, the face of a saint, an intense little Madonna, was lifted fragilely out of the mortal dust of the 
afternoon” [Fitzgerald 1989: 352]. These descriptions clearly show how Fitzgerald was deeply 
impressed with the representative power of cinematic “face,” as well as with its unique effect of 
“fading” from the screen. So the smiling face of Gatsby fades away as if it were an image projected 
on a cinema screen: “Precisely at that point it vanished — and I was looking at an elegant young 
roughneck, a year or two over thirty” [Fitzgerald 2004: 48]. Fitzgerald is quite conscious of the 
fact that the cinematic face is just an illusion which has to fade away, or which only “seemed to 
face — the whole external world for an instant.”
For Fitzgerald, cinematic experience must have meant a succession of fragmented “nows,” 
just as Amory Blaine in This Side of Paradise imagines his life as “the scenery merging and blend-
ing, into a succession of quick, unrelated scenes” [Fitzgerald 2003: 215]. It is also the experience 
of a succession of various fadings. In other words, cinema must have made the author conscious 
of the essentially perishable aspect of the reality by the very repeatability of the illusion. Together 
with its recognition of the signifi cance of cinematic face, The Great Gatsby, along with his other 
novels, seems to create novelistic “time” with the help of cinematic imagination.
 Notes
This work was supported by JSPS KAKENHI Grant Number JP19K13102.
1) The distinction between “highbrow” and “lowbrow” emerged in the 19th century American cultural scene. 
In the early 20th century, it contributed to the formation of gender identity of many modernist writers, espe-
cially those male writers who claimed their literary art as belonging to high art and thus separated from the 
“feminine” popular culture. See Levine and Huyssen.
2) Quite suggestively, in Tender Is the Night there appears a caricatured figure of novelist named Albert 
McKisco. Not only does his name resonate with McKee’s, this novelist McKisco is also the embodiment of 
queer mixture of two gendered artistic forms. He wrote “the fi rst criticism of Ulysses that ever appeared in 
America” [Fitzgerald 2003: 10], and his novels were “pastiches of the work of the best people of his time” 
[Fitzgerald 2003: 205], about which technique he must have got a hint from his wife whose soul “was born 
dismally in the small movie houses of Idaho” [Fitzgerald 2003: 206]. And he is the one who, when he sees 
Dick Diver’s peculiar performance, casually blurts out a comment which clearly evinces his sensitivity 
toward queer sexuality: “Well, if that isn’t a pansy’s trick!” [Fitzgerald 2003: 21].
3)  For a detailed discussion on cinema and Tender Is the Night, see Aiki.
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